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infringe	the	rights	of	at	least	one	section	of	the	community	(Colwell,	2015).	Repatriation	encourages	parties	to:	move	 beyond	 the	 legality	 of	 the	 current	 ownership	 and	 consider	 ethical	issues…	or	what	is	best	for…	claimants…	current	custodians,	and	society	at	large	(Corsane,	2006:	p.	7).	However,	ordinarily	this	process	involves	the	negotiated	return	of	ancient	or	looted	objects,	and	does	not	sensibly	apply	to	contemporary	art	that	has	not	been	received	as	an	historical	product	of	acquisitive	colonialism	or	war.	Mobile	Lovers	thus	presents	a	special	case	of	the	modern	repatriation	of	contemporary	art	to	a	rightful	owner	–	albeit	en	route	to	the	art	market.			During	the	dispute	over	the	ownership	of	Mobile	Lovers,	the	work	remained	on	display	in	the	Bristol	Museum.	However,	on	the	29th	of	May	2014,	after	the	Mayor’s	public	acceptance	of	Banksy’s	intentions	for	the	work,	Mr	Stinchcombe	removed	
Mobile	Lovers	from	display	at	the	museum	and	transported	it	to	the	outskirts	of	the	city,	where	an	episode	of	the	BBC’s	Antiques	Roadshow	was	being	filmed.2	In	apparent	recognition	of	his	rights	as	the	owner	of	the	work,	the	museum	did	not	prevent	him	from	removing	it	from	formal	display	at	short	notice.	At	the	time,	the	Bristol	Museum	(2014b:	n.p.)	tweeted	a	public	apology	for	the	temporary	absence	of	the	piece,	and	pointed	to	the	availability	of	other	potential	attractions	of	interest	to	visitors	in	lieu	of	the	presence	of	Mobile	Lovers:	After	a	short	visit	to	the	Antiques	Roadshow	at	Ashton	Court,	Banksy’s	Mobile	Lovers	is	safely	back	at	the	museum…	sorry	about	that	-	it	all	
																																																								2	The	Antiques	Roadshow	is	a	weekly	British	television	show	with	a	national	viewership	of	8	million.	
happened	a	bit	suddenly.	Hope	you	enjoyed	#EnglishMagic	and	#Turner	exhibitions	though.		Despite	featuring	on	Antiques	Roadshow,	the	work	was	at	this	point	less	than	six	weeks	old.	This	irregular	and	informal	route	for	valuation	departs	from	the	formalized	closed	systems	of	the	commercial	art	market.	Mr	Stinchcombe’s	strategy	in	taking	Mobile	Lovers	for	independent	valuation	via	a	popular	television	show	thus	represents	a	disruptively	democratic	approach	to	circumventing	a	specialized	community	of	practice	that	he	apparently	had	scant	knowledge	of,	and	little	power	nor	meaningful	voice	within:	I	just	took	it	down	to	get	an	expert	opinion.	I'm	not	an	art	dealer	and	I've	got	no	idea	what	I	am	doing	(Daily	Mail,	2014:	n.p.).	This	strategy	is	democratic	in	Rancière’s	(2004)	sense,	in	that	this	highly	irregular	action	created	a	rupture	in	the	division	of	the	sensible,	or	our	ordinary	perceptions	of	what	is	possible,	and	who	may	speak	and	be	heard.	For	Rancière,	democracy	does	not	refer	to	an	established	state	of	affairs,	but	conversely	to	particular	challenges	or	disruptions	to	the	status	quo.	It	is	a	process	that	can	only	be	found	in	the	particular,	fleeting,	and	often	ultimately	unsuccessful	disruptive	activities	that	temporarily	construct	a	form	of	democratizing	dissensus,	or	a	gap	in	the	sensible,	within	the	social	order.			The	conditions	of	possibility	for	this	otherwise	unauthorized	act	are	grounded	in	the	City’s	novel	recognition	of	Banksy’s	moral	(rather	than	legal)	right	to	determine	the	first	distribution	of	the	piece.	Despite	having	scant	legal	rights	to	make	a	legitimate	demand,	the	youth	club	were	able	to	claim	rightful	ownership	of	the	
work.	In	this	sense	it	may	be	argued	that	Mobile	Lovers	was	political	art.	Not	in	the	romantic	sense,	as	“art	that	establishes	a	utopian	culture	in	which	all	are	equal”	(Lampert,	2016:	15)	but	rather	as	art	that,	however	momentarily,	operated	to	democratize	an	otherwise	apparently	fixed	and	inflexible	state	of	affairs,	with	set	legal	and	conventional	parameters	for	action.		On	the	24th	of	August	it	was	announced	that	Mobile	Lovers	had	been	sold	for	£403,000	–	a	sum	remarkably	close	to	the	valuation	given	at	the	Antiques	
Roadshow.	A	small	art	dealership	with	a	focus	on	urban	contemporary	art	and	20	years	experience	working	directly	with	street	artists	was	awarded	the	bid	to	sell	the	work	over	more	established	auction	houses.	Notably,	the	buyer	of	the	piece	was	not	described	as	a	“private	collector”,	but	rather	in	socio-moral	terms	as	a	“philanthropist”	concerned	with	“investing	in	young	people’s	institutions.”	(McCarthy,	2014:	n.p.)	The	proceeds	were	described	as	a	“little	nest	egg…	to	support	[the	youth	club]…	for	a	few	years.”	(McCarthy,	2014:	n.p.)	The	official	handover	of	Mobile	Lovers	took	place	at	the	Bristol	Museum	on	the	27th	of	August.	All	proceeds	from	the	sale	were	awarded	to	the	Broad	Plains	Youth	Club	and	affiliated	youth	programs	in	the	City	of	Bristol,	in	line	with	Banksy’s	stated	intentions	for	the	work.		The	original	site-specific	placement	of	Mobile	Lovers	enabled	its	rapid	removal	by	the	occupants	of	the	site,	which	thwarted	any	outside	attempt	at	acquisitive	removal	for	private	auction.	Notwithstanding	the	dispute	over	who	should	be	considered	the	proper	beneficiary	of	the	work,	neither	party	contested	that	the	socio-moral	fact	that	it	should	be	considered	a	‘gift’	to	the	community	and	should	as	
such	be	protected.	The	subsequent	placement	of	Mobile	Lovers	for	safeguarding	in	the	Bristol	Museum	during	the	quarrel	over	its	intended	ownership	provided	an	apparently	neutral	zone	of	protection	for	the	work.	Although	the	museum	was	represented	as	an	agent	of	the	city,	and	as	a	democratic	space,	where	visitors,	as	“the	people”,	were	encouraged	to	record	their	preferences	for	the	future	of	the	work,	the	self-evidently	democratic	strategies	of	the	museum	were	limited	in	only	offering	fixed	parameters	of	possible	political	action.	In	contrast,	the	disruptive	and	improper	removal	of	this	piece	from	the	museum,	without	formal	authorization	–	save	a	letter	apparently	signed	with	Banksy’s	tag	–	is	democratic	in	Rancière’s	sense,	in	that	this	extraordinary	unprecedented	action	unsettled	the	status	quo.		The	priority	given	by	both	parties	to	the	wishes	of	the	community	and	to	the	intentions	of	the	artist	in	determining	the	proper	owner	of	the	work	is	highly	unusual,	and	represents	a	socio-moral	precedent	for	the	recognition	of	the	rights	of	street	artists	to	determine	the	first	distribution	of	their	work,	over	the	rights	of	property	owners,	who	are	currently	able	to	lawfully	claim	the	tangible	artworks	on	their	walls	as	individual,	rather	than	community,	property.	Mobile	Lovers	thus	temporarily	subverted	the	formal	mechanisms	of	the	acquisitive	urban	art	market,	even	if	it	was	ultimately	incorporated	into	the	status	quo.	Nonetheless,	the	socio-moral	precedent	set	during	this	case	represents	a	temporary	gap	in	the	division	of	the	sensible	(Rancière,	2004)	that	could	provide	the	conditions	of	possibility	for	alternative	forms	of	possible	action	for	street	artists,	who	have	had,	until	now,	few	rights	to	speak	and	be	heard	in	the	determination	of	the	fate	of	their	unauthorized	work.	Paradoxically,	perhaps	it	is	the	very	perception	of	street	art	in	socio-moral	terms,	as	a	‘gift’,	rather	than	an	art	object	proper,	that	may	enable	the	subversion	of	
the	legal	strictures	currently	prohibiting	the	recognition	of	the	moral	rights	of	street	artists.	It	remains	to	be	seen	whether	this	socio-moral	precedent	will,	in	turn,	provide	the	conditions	of	possibility	for	legislative	change	that	might	better	recognize	both	the	wishes	of	the	community	and	the	moral	rights	of	street	artists.				
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Figure	1.	Banksy,	Mobile	Lovers	2014.		Main	image	Google	Streetview,	inset	photograph	of	Mobile	Lovers	by	Banksy	(www.banksy.com).		Exterior	of	Broad	Plains	Youth	Club,	Clement	Street,	Bristol,	England.	http://www.telegraph.co.uk/culture/banksy/.jpg	(accessed	15	May	2016)		
		 															 	
	
Figure	2.	Banksy,	Mobile	Lovers	2014.	Interior	of	Broad	Plains	Youth	Club,	Clement	Street,	Bristol,	England.	https://www.youtube.com/watch?v=846D5UipfIs	(accessed	15	May	2016)		
		 																							
	
Figure	3.	Banksy,	Mobile	Lovers	2014.	Bristol	Museum	&	Art	Gallery.	Bristol,	England.	http://www.bristol-culture.com/2014/04/18/banksy-vs-bristol-museum-buggy-park/	(accessed	15	May	2016)		
	 											
								
	Figure	4.	Letter	of	authentication	confirming	the	intended	beneficiary	of	Mobile	Lovers	(2014)	Banksy	6th	May,	2014.	http://metro.co.uk/2014/05/08/banksy-mobile-lovers-letter-bristols-broad-plain-boys-club-to-keep-painting-4721191/	(accessed	15	May	2016)		
